





者としても知られる Jerome Rothenberg（1931-）や詩誌 Chelseaや
Trobarの主宰者の一人で、詩人のRobert Kelly（1931-）が1950年代
末から60年代初頭に使い始めたものである。Rothenbergは 70年代に
編集したアンソロジーAmerica a Prophecy（1974）の中で、Donald Allen
の The New American Poetry（1960）に取り上げられた詩人とは異な
る想像力としての「ディープ・イメージ」の模索は、Rothenbergによる
Poems from the Floating World（以下 Floating World）、Kellyと
George Economou（1934-）による Trobar、もう片方はBlyの The
 







―Robert Blyと Jerome Rothenberg―
松 田 寿 一
号で、61年にはKellyが Trobar２号で使ったが、出版までに要する期
間の長短を考慮に入れれば、それぞれがほぼ同時期に用い始めたとして













Joris portrays poets Bly and Wright in familiar ways ― while
 
interested in the theories of the deep image,these poets,unlike
 
the“originals,”including Rothenberg and Kelly,did not let go of
 
their attachment to the label.［...］Then these poets used the
 
deep image appellation to promote their poetry with the added
 






















ある詩人Clayton Eshleman（1935-）についての批評 Minding the
 
Underworld:Clayton Eshleman and Late Postmodernism（1991）の中
で著者のPaul Christensenは「ディープ・イメージ」を次のように詩史
上に位置づけている。
In the late 1950s, Rothenberg and Kelly began reexploring
 
Pound’s Imagism for a way around the verse orthodoxy inspired
 
by New Criticism back to the roots of Modernist experiment.
Though not a movement in the formal sense, “deep image”
poetry introduced Jungian archetypal psychology into poetry,the
 
most significant innovation to be wrung on Pound’s Image since
 




















“The image cannot spring from any comparison but from the
 
bringing together of two more or less remote realities ...”
“The more distant and legitimate the relation between the two
 
realities brought together,the stronger the image will be...the
 




















ムからは距離を置く。Blyは先の文に続けて、“some profundity of asso-
ciation has entered the mind since then. Freud’s ocean has deepened,




（Ezra Pound 1885-1972）の “In a Station of the Metro”の “The
 




Pound, for instance, continues to write in pictures, writing as
 
great a poetry as is possible,which in his case is very great,using
 










てしまう（Without these true images, this water from the uncon-
scious, the language continues to dry up）」（9）というのである。
Rothenbergもまた、1960年に出版されたRobert Creeley（1926－2005）
との書簡の中で、“You’re (＝Robert Creeley is) right that ‘pictorial
 




ジ」は無意識に根ざしたものであり、さらに、“a kind of‘deep image’
(is)a poetry of the most direct communication possible. That is,an
 
exploration of the unconscious region of the mind in such a way that
 






（Yves Bonnefoy 1923-）やガルシア・ロルカ（Garcı?a Lorca 1898-1936）
などの詩句を提示して、説明を加えている。例えばパウンドの “Petals
 
on a wet,black bough”が可視的な「絵画的」現実を創り上げるに留ま












じとっている。またBlyはロルカの “Black horses pass /And dark
 
people /Over the deep roads /Of the guitar.”という詩句を引用し
て、“The poem is the images,images touching all the senses,uniting
 











他方、Rothenbergもまた “Why Deep Image”（Trobar 3）の中で次
のように述べる。
The power of the deep image is its ability to convey a sense of
 




inner experience and its meaning.［...］The poet discovers the
 
unknown by creating it from the vast resources of his inner life,
［...］he delivers, as deep image, the life-giving vision that he
 
could in no other way explain.（32）
事物のリアリティに触れるために内面に向くことによって、知られざる
ものとしての全体性の回復を可能にするのが「ディープ・イメージ」の
詩学であり、詩人はそのような “the life-giving vision”を伝える役割を




There is a sea of connections that floats
 
between men:a place were speech is
 
touch and the welcoming hand restores
 
its silence:an ocean warmed by dark
 
suns.
The deep image rises from the shoreless
 
gulf:here the poet reaches down among
 
the lost branches,till a moment of seeing:
the poem.Only then does the floating
 
world sink again into its darkness,leaving
 










































Duende involves a kind of elation when death is present in the
 
room. It is associated with“dark”sounds;and when a poet has
 
duende inside him,he brushes past death with each step,in that
 
presence associates fast. (American Poetry 49)
一方、Rothenbergは “The true struggle is with the Duende”という
ロルカの言葉を引用したエッセイで、「芸術に形式ではなく命を与えるあ
の『黒い響き』」（those‘black sounds’that make of art‘a power,not
 
a construct’）の影響について次のように回想する。
It (＝Duende)was this ― more than his (＝Lorca’s)“style”as
 
such― that linked him to the poets of the 1950s& beyond― in
 
North America specifically to what Paul Blackburn later called
“an American duende.” (Poetics & Polemics 152)
想像力の源泉としての?ドゥエンデ>はPaul Blackburn（1926－71）を
はじめ、当時の多くのアメリカ詩人たちに刺激を与えていたが、Kellyも




を摸したかのように “the image, after its first appearance as dark
 
sound, still lingers as a resonance”（15）と形容した。しかし、
Rothenbergにとってロルカのドゥエンデ論の色合いが強く表れたのは




The“deep image”is the poetic image struggling with the dark-
ness. The image rescued from the lie of the unthreatened. Not
 
as a literary prescription,for writing better poems or nurturing
 
the language, but from an impasse in the soul.［...］Not as a
 
neurotic outcry either,from the weakness of self-pity,but in the
 
































It was within this space that Jerry(＝Jerome Rothenberg)came
 
up with the notion of“deep image”poetry,out of a certain sense,
I think, that an image core had to be at the center of a truly
 
exploratory expressive poetry. About as soon as he came up
 
with the term― around 1960― almost everybody we knew had
 






 But the one thing that should have told us to kill the term(＝deep
 
image),was that Robert Bly was enthused by it. His promotion
 
of it in his magazines,The Sixties and The Seventies,eventually
 









The eye［...］sees a transformation and so is illuminated. But
 
poetry cannot stop with that enlightenment. Epiphany is mean-
ingless display…. Poetry is concerned with things transforming
 
and transforming things,with the whole picture in mind. We
 









I called that thing,our blue flower,the Deep Image. Deep not
 
out of appeal to depth psychology so-called,more with reference
 
to the ‘deep structure’of linguistics ― the rule beneath the
 




















If the poem takes its departure from speech, a relationship of
 
some kind must exist between the rhythm supplied by the images
 
and the rhythm of the breath. What is the relationship of image
 
to line?［...］Projective verse offers a method of resolving breath
 
180
 and line, and my concern with it here seeks to substitute the
 
centrality of image for the centrality of syllable& line as a way
 
of access to the happening of a poem. The line as set down on
 
paper is an indication of the breath period,with visual& rhyth-








なのだ（‘Systematic derangement’of standard speech rhythms,of the
 
inflexibilities of our analytic grammar,is a sharp exploratory tool,


















Her shadow& my own.
For color.
・
For balance:snow or horses.
(Seals)
・
A finger growing a finger:
Hell in glass.








りが認知される。この詩の末尾には “The music of Sightings I-IX
 
182
 involves a use of silences, as notated by printer’s bullets, roughly
 







なのだとSheman Paulが述べ（Paul 100-1）、また、Antinが “The
 

















的の詩が存在する（There are poems not meant to be“understood,”















Rothenbergは 1963年のインタヴューで “that certain ways of
 
poetic‘seeing’― for example,what I’ve been calling ‘deep image’―
are keys to the poetry of other times and places,as well as source of
 














 going anthology of the deep image）、「長く切断されてきたものの見方
や言語化の基本的な様式（fundamental ways of seeing & languaging
 




A Bushman Poem for the Blue Crane
 








I was drawn first to a search for instances (“primitive”&
“archaic”)of what was,what seemed―if anything― an overtly
 
meaning-full area of mind:the world of“images,”of what James
 
Hillman more recently speaks of as “the royal road of soul-
making”(Keat’s term),or image-making,where“to‘be in soul’is
 
to experience the fantasy in all realities & the basic reality of
 
fantasy.” I knew it would be there& I sighted it:the multiple
 
ways it shows up under the turns & twists of the particular
 





























の中で「目撃してきた（I knew it would be there& I sighted it）」と
いう。しかし、重要なのはRothenbergが「その過程でイメージの世界に
186
おける出来事よりもさらに多くのことを発見した（Yet once I was into
 
Technicians of the Sacred,the discoveries expanded in the process of
 
searching them out）」（Pre-Faces 141）ことである。例えばオーストラ
リアのアボリジニーの song-makingの中に、「言語が意味に先行して活
動していく過程（those occasions in which event precedes meaning）」
（Pre-Faces 142）に遭遇する。それはすでに先の “Sighting II”の詩に
も見られたようなRothenberg自身の詩的実験、あるいはダダや未来派
の詩人たちの “sound poems”の試みにつながるものであった。そうし
た発見を通してRothenbergの関心は “a specific set  of language
 








に対して、Rothenbergは “The issue,then,has always been language






Interviewer:(Duncan)says that the image should be“close to the
 




says that image should be a “received sign of the great lan-
guage in which the universe itself is written.”
Bly:I like the last one best.［...］I agree an image can be“close”
to an archetype,but the way to ruin a poem is to put in a lot
 










は Floating Worldの創刊号最終頁における詩的断章 “Poems from the
 
Floating World”にすでに記されていた。
In the beginning the world was full of
 
shadows and fires without shape:
full of the raging blood of the sea,
hair growing out of the ground,
wind as dark as a subway:and
 
the new-born voices of men filled
 
the forests with words and felt the
 
landscape growing with them.
188
 The modern poet re-enters this
 
floating world of things without
 
names,in the dizzying effort to
 
rediscover and to develop a basic
 
imagination:and he creates a new
 

















3)The Norton Anthology of Modern and Contemporary Poetry Vol.2.
(2003)では “Robert Bly is a prime mover of what came to be known
 
as the Deep Image school, neosurrealists who used images to gain
 
access to unconscious or spiritual levels of experience. Bly speaks
 

































5)例えば The Dada Strain (New Directions 1983)の “Imaginal Geogra-
phies”と題するセクションの詩群を参照。
6)この詩句はYves Bonnefoy Early Poems（Ohio Univ.Press 1978）の
49頁から。「ディープ・イメージ」の詩人のひとりとも呼ばれたことのあ
るGalway Kinnell（1927-）の訳による。
7)“Notes on the Poetry of Deep Image”in Trobar ２号（1960）の中で
Robert Kellyは Rothenberg の White Sun Black Sun を、
“Rothenberg’s first volume, White Sun Black Sun (Hawk’s Well
 
Press)has just been published. The poems in it are very good,very
 
moving, very much alive:demonstrations of the fruitfulness of the
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